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ADPERTISEME WNT. 


The privcipal reascn for producing: this book, has been the necessity y the ‘Satin 
felt for placing: in the hands of Harp Practitioners, observations and Examples on the 
- subject of Expression, nahh by all former works of instruction, have been ne aie cied: or 
insufficiently attended to. 

The Masters who have treated on this important point, have, in general, contented them- 
selves with giving’ Exercises, and slight hints on thet province of musical excellence, ‘hich, 
being: of the utmost consequence,(as including: the very Anima di Musica, or Soul of Music, ) 
demands the most sedulous attention, and the most intelligible and enlig-htning: precepts ‘ 

Sensible of this, and that the Pupil must be considerably advanced in his studies, before 
he can be prepared for acquiring: ‘so highan excellence, the Author has not only devoted this | 
latter Appendix of his work to that valuable and indispensable ent but made it the: gaat 
and crowning" portion _ of his didactic labours . 

Some Critics, more disposed to censure than, to approve, will, perhaps, aver that, on many 
points, the Author has been too eee attentive; and that, on the principles of finger_ 

: ing’, he has. dwelt longer than was necessary: But his long experience having’ convinced | 
: ‘him that Harp Pupils in general, even when considerably advanced, require a closer and 
more instilled instruction, than practitioners on any other instrument, he has deemed it 
| mecessary to go into the minutice of. ‘performance, and to leave nothing: untouched, nothing 
unimpressed upon the Pupil’s mind, that could tend to render him correct i in his execution. 

On the score of fingering, he has made anon WEES and given Examples, which are not only 
of the highest and most uedispensable utility, but have never before appeared i in any other 
book of instruction. These are so closely connected with Accené, Emphasis, nad every 
variety of expression, that had they been given in the Introductory portion of this 
wae that is, crowded together with the first rudiments of Harp performance, as hitherto 
het always been done, they would not only have been out of place, but utterly ineffec -. 
tual, because, beginners are not qualified even to understand them. 

The Author, anxious te render Harp Pupils Good Musicians as well as able executants 
has added to the Ten S hetchés. or Essays on various styles, iabaeh follow the preceptorial 
part of this Book, some remarks on transposition, and useful information respecting’ the 
different Clefs, me the Enharmonic changes. _ | . | 

While the Pupil is studying the precepts of this Book, it will be necessary that he. 
should practise a variety of good compositions, which the taste’ and judgment of the Master 

will select- for cue and er will peewee him for the Ten Essays. 
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If, of, all the various Sciences, no one claims such universal. attention as -Music, it is, 
. because.no other is so closely interwoven with our nature, So connected, hactied: are the 
elements of Harmony and Melody, with our feeling's, that the possession of a voice to utter 

- musical ‘sounds, is not more general: than the pleasure those sounds afford tothe human ear. 

But the power of music to gratify the external sense, is so far from constituting its great 
est charm, that the refined: portions of society chiefly value it as it-appeals to their mental sen. 
sations; estimate its excellence by the force with which it awakens sentiment, and moral 
emotion. Though sensible to the attractions of taste and beauty in composition, they eck 
the higher, gratification of that impassioned. but delivate excitement, which can only be 
kindled by the magic of musical expression, working on cultivated and sensitive: minds. 
This As the quality which constitutes the Anima dz Musica. | 

It was by their devotion to this the highest province of their art, that Bites and 
Simonides, Orpheus and Timotheus, among the Ancients; Palestrina and Handel, Jomelli 
and Gluck, Mozart, Haydn end Beethoven, among the Moderns, discovered the great secret - 
of making: a deep and commanding’ impression on their hearers. * 

Treating music as the inspirer of sentiment, they opened to her a new and superior 
career; made her attributes the basis of a noble pleasure, and gave her an equal exalta. 

- tion with her charmful Sister, Portry. | | ‘ 

With this object before him, the Author entered upon the present work, animated with 

\the wish tomaintain the dignity of music, he has endeavoured to employ her higher pow. 

ers, to create an interest, by resorting to the best resources of his science, and directing” 
them to the ‘sensibilities of the heart. The principal points at which he has aimed to ob. 
tain this-end, have been those of producing: the relief of due light and shade, of giving’ 
a Lucidus ordo to the arrangement of his matter, and in his concluding: Essays i in vari- 
ous styles, of so, intermingling: the tender, the ‘energetic, and the rapid, as to produce that 
striking: alternation, and those variegated effects, ve by imparting a glow | to composition, 
rouse the attention, and awaken admiration . - Miho gh os 

It will, perhaps, appear to some, that in BS: _to effect so much; he has ventured 

upon too arduous a task; especially, as the Harp does not ‘possess ‘all the powers of ex- 

pression which reside in some other instruments, that can sustain and swell their sounds, 
but nevertheless, it is possible to lay down ‘rules by which much may be effected in 
that respect; and to state and explain those rales | in so luminous and useful a manner, 


as to insure a refined style of performance. 


The Author having named so many distinguished Composers, thinks it but right,to «oi sere of 
those Musicians who have done honor to their Art, not only as Composers, but Performers: Among: these are Dusk, 


Clementi, Cramer, Hummel, Moschelles, Le Viscount de Marin, Viotti, Kreutzer, &c. &c. 
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Betore proceeding: arty further, it will be proper to discribe, what constitutes this Style. 
It is the union of that grace and taste, that striking” contrast, and energetic expression, 

without which the most ‘correct execution will be dry, cold, and unimpressive : 

To effect these, Composers avail themselves of various Italian phrases, * as Con molto 

passtone, (with much passion,) Con fuoco, (with fire and spirit )_ Con gusto, (with see a 


Con. Espressione ( with expression ) Agitato, (in an agitated manner ) Affettuoso, (im an af. 


_. fective style ) Cantabile, (in a singing? manner ) Con Energe? ta, (with energry ) Brillan te, 


(ina brilliant and powerful manner) &c.&c. Which directions are, generally, too little 
regarded, se ae by Harp practitioners; and consequently, with them, they have not their 
intended atility*) It is therefore of importance to press these directional Grp TesmOns on 
their attention. — ay 

if Harp performances, whether private or public, are, (with few exceptions) of inferior 
effect, as compared with those of most other instruments, it is partly to be attributed to 
this neglect, and partly to the deficiency of muszcal knowledge; both too frequent with. 


Harp peeformers,who are too apt to content themselves with playing light and trifling pie... 


ces, instead of practising’ compositions which would demand a closer and more scientific . 
attention, * To arrive at something ie this, they must? aspire to the more wor- 


thy obj ects, of placing the powers of: their instrument and of their own talents in the most 
favorable Light . 


It is not a little singular, that the German, French and English Composers, should exclusively employ Italian 
musical Terms, instead of using those of their own respective languages, which, while they would be equally ap-_ 
plicable to every occasion, would be better under rstood, and consequently the music be better performed . 


) It is one of the prevailing negligences of Pupils, to forget, that whea a Flat, Natural, or Sharp, is vised 


before a note, it affects every succeeding note of the same degree inthe same bar. Another‘common fault, is, that of breaking 
the time in cases where, for the purpose of marking a particular expression, notes are divided which otherwise would be 


tied together, and which are always meant to be played equally. 


» It is worthy, of observation, that Pupils when they find a passage written in a peculiar way, iike the following; (A) 


to facilitate the fingering, or the change of the hands, which is simply as (B) they are too apt to break the 


time, which fault ‘may be corrected by attentively counting each measure of the Bar. 


— Harp performers in general are too little accustomed to read music at stoht; therefore it is advfsable, that, hesides 


_the piece, in the practice of which at are engaged, they should adopt the habrt of daily ee a variety of other 


food compositions , 
j 
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_ The first thitig’ to which: the Pupil must be particularly attentive, is the phrase or 
expression, (as Andaite or Alleg*ro, &c.) prefixed tothe movement, and designating thede. 
gree of: slowness. or velocity, with which it is designed to be performed. Without. an. 
_attention to this, it is impossible to produce the effect contemplated by the Composer. a 
To more readily and perfectly comprehend this rule, the whole piece should be Pree) 
ly looked over Sth a studious eye, that the performer may thoroughly understand the text;_ 
may, as it were, make the Composers ideas his own, and execute what is before him with ce 
the sare. spirit ‘with which it was written. . F Be ae a gg a 
By this strict observance of the fime is not, however, meant that ‘monotonous servility, 
throughout the piece which would leave nothing to the sentiment and taste of the per. 
former; but only that general attention to the plan and conception of the music, neces_ 
sary to ensure its being’ givea in the style and manner intended,and to preserve its true 
character . * , ge 
The next precept ( hich cannot be too earnestly observed ) is the attending to the 
value of the Rests, and the proper: length of the Pauses; the time of = latter of which 
is never to be counted, but prolonged, Ad libitum, (At pleasure.) < ear 
The common faults to be guarded against, are those of not filling up: the time of 
bars, the latter parts of which consist, of Rests, and of counting: and limiting: the: time. 


of Pauses, instead of leaving’ it open and: indefinite . 


EXxaMPLEs. 


12345 123845 
re eee ,  Tiese do. HE 


It is necessary to observe, ‘that MiHidh the Pupil is practising alone, his parts ina Duet, 
Trio, &c, he should make it a 1 rule, to count out the time. of all the occuring rests, ex_. 
actly as he woald, if actually accompanied by the other parts of ther pieces!) 


As ree ea as | | 3 : | ; ‘a 


ee 
BE EES f 
ba eee ee | 


P 234. 1234, 1% 3%, 1234, 1234, 1234, 1284, 1284, ‘1284, 12 34. 


The Author would strongly recommend the practice of part Pieces, as parcenidy, 


tending’ to perfect ae Pupil in keeping time. 


* Maelz gel, an ingenious foreign Mechanician, has invented a machine called a Metronome, which noting by 
a visible Pendulum, not only points out, but preserves the time through the movement.__ The Author, however does rot 
recommend an incessant use of the Metronome; because occasions will occur when the time wiil necessarily be somew?.at 
violated, for the sake of expression,or Grace; but only to ascertain by it, before beginning the piece, the exact time,and 
the character, intended by the Composer . 


*' Except when the rests extend any great length, as eight, ten, or twelve bars &c. in which casehe, counting would be too tedious. 
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Synevpated passages, which are too often neg'lected, should always. be strictly atten. 
ded ts, and performed as such, by not striking the second of the two notes, when on the 
same degree; for instaiice, the second E of the following: Example is not to be struck; nor 
the second D’&c. porn | planes aa see na a 


Regnt (Egg eee 
= TS “aS aa 
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Of all the various rules here given, no one is more indispensable to the ensuring’ a stri- 
c king‘ and effective style of performanc e, than’ that of giving by proper vibration, the full 
| length, or value, to every : ‘note, according to the measure or time of the moyenent. 
On the Prano- forte, the value of a long: or short note, is expressed by keeping, or not 
keeping’, the finger on the key. But, on the Harp, the time of a long: or snort note, is” 


expressed by a one or a more delicate vibration of the'string’. 


; ; ~ ‘ \ . ° cf \ ° . “ : ' 
Ahey es Full Vibration. -  ‘\Less Vibration. .“ \ Lesser Vibration. , i In a short, and. 
aXe + - xa S - i , 
A 127% & 3a on Yee ig yt Ei, ~pointed. manner, -” 
Be oe ee a eR ea ae eee at we 5 Se ot i aes = 


. The observance of this rule (as reg‘arding’ the longer notes) will be most impressive 


Va 
‘on the lower string's of the Bass; because, being” she than the. aehee Amey their 


- 
‘ 
‘ 


tained, endl ee paix with the notés of the higher strings parti_. = 72a rT | 
Left Hand. [. y oe 


v 


| cularly beautiful . 
‘(The notes of small value, in the left hand, as quavers, or semiquavers, should, when followed by 
“rests, be playedias Sons Etouffés; especially, in combined’ notes, because otherwise they would not 
be sufficiently distinguished from the longer notes; in playing: the crotchets, the vibra- 
tions should. not be abruptly checked. In observing’ this rule, the signs for Sons E_ 
touffes are not placed immediately under, but Loniewhidt after, the crotchets. 


{ 


. ExamPLes. 
Lento, Lento. Moderato. ~ sbillegron. 


ol 
hy 


* The fall length of single Sea ee Be and of Minims, in ‘slow movements, cannot ‘be well expressed on the’ Harp; for 
y, ee reason composers never write a series of those notes, without accompanying: them with: arpeggrioed eke ds. 


4 B 
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Here follow several Examples illustrative of this important precept,in single and combined 


notes,of different value: and in different times;to which the Pupil cannot grive too much attention. _ 


Nie 


|i BXAMPLARY. BER CISES; > oy foo 


(A os, Right. Hand. 


Vibration. 
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Wrong. a WaT | 


a i 


* The under staves of this and the following Examples, show the con mon error of Pupils in not givin; due 
length to the long notes, and thereby destroying the intended effect. ~ re 
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In slow movements,the Harp not being able to preserve the duration of long notes, 
| eombined or in chords, they must always be arpeg'g'ioed, giving the fullest vibration to the lowest 


Owe Andante Sostenuto. site ; xn Anate 
) ss Right | Hand. | + | ‘Veo | Mod 


r * ees 7) a CE BT Sanit if 1m Baek aes 
As written, TIES —_— a ee Eee (eee {SS 
in Ga ; }——o-— | - ——o—_ | 3 a a a = meee | as CREE 


P| z <a ——| 
DSSS” (DSS GE PS SF SSSR i OE en ae TS | ae" | 
As played. HIE ee tt gle — | 2 fe ei 
ewe at ee a ee ey eis 
> ae en eeeseh oe eye a 2 i = , 


\ 


The Pupil will perceive by the above Example, that when the combined notes are long,their 
arpeg'gioes. are long’ in proportion, for the purpose of sustaining” the vibratory effect tothe full - 
extent of the note, supplying by that resource, a material deficiency in the Harp: ofcourse,there_ 
fore, as the notes are shorter,on account of the quickness of the time, the arpeggrioes will be less 
wanted, and when the time is very quick, not at all-necessary. 


Right Hand. : 
Andté sostenuto. Allegretto.| - Allegro. Presto. | ae 
As written .. SSS ee ees SS ae | eens eam sonora coareamecal 
2 na SEG D7 | SS Se ae | St SaaS eS eee 1 a | 

| Ba. 12. - eh o hd 
= ee ee ee | 
As played . 2 acne io ames Rae ot SS: | OME a | cer ae eee | 
Fe Rie ae - o se t a S ; + ‘ 

= For Both Hands . . Ss 
And te. sostenuto. & Allegretto. Allegro. F r esta, 
t ~~ { 


Cy i  _ : : 
ry Pind 

aa Se, ; | TREE , 

© As played / comig pre 
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Often, in his music, the Author, after a pause 
or long: chord. to sustain the vibrations, follows it 
with an immediate and sweeping” Arpeg'gio, which, 
taking: up the sounds before they have expired, 
has the effect of prolonging them. | 
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In quick movements, many performers arpeg-gio the combined notes, or. chords; too 

_ often the consequences of ‘this are a degree of confusion, and want of n neatness.and precision in 
the effect-This fault principally prevails in. passages for oe left hand for instance, when 
they. meet with bars like the followings | 


é Left Hand. 


sé | | : hand 
@  , Ja cm "ia a ee a ee le Ye es | 
’ i anid ES a a a a es i OR Ms SG eA SS; LMR SR SSS a 
J | ak ed et ad lt | = yet ge got | - ee eee ae ae ee Pees | 
ee ee ere ew ea es 


They play thus 


instead of which,the chords should be griven shortly and delicately ig alee | the three last 
crotchets of each bar) and by a simaltafieous action of the fingers. ‘The first note of 
each ee in this and similar passag‘es, must be struck wih a strong” appulse of the fin. 
ger, that. is, with more Vibration . “It is’ not. improper, to. remark Bre that se aa 
ing. Basses to a Melody, especially when in chords, should, ine general, be Boeri with 
ea degree of softness and_nicety.. lest the notes of the upper part should be drowned, as 


the voice too often is s by. the power of the Orchestra. 
Ex. I6. as Pe eee Ife silt ~s 


( Rossini.) Moderato. 


+ One particular, worth remarking, which has never been noticed elsewhere( being peculiar 


to the school of the Author) is a certain means of prolonging the tones of the higher notes, 
by pressing the fingers of the left hand on that part of ‘the sounding: board near’ the peg's, 


immediately after those notes are struck. In slow movements, the effect of this. is very 


impressive. The sign for it is that placed over the following crotchets:_ _ 
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When the stress is on a minim, or any very long: note, the left hand should repeat its 


pressure ca the sounding board. 


Eenta. ..°.* Me Lee Sool 


EXAMPLE. 


— 


- When, Jn slow movements, the word Staccato and dots are placed over or under’ -any 


rani note, or chords, they are to be pied very short, 


Andante Sostenuto £ 


, , 
\ 
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As written , °° 


‘ef 


EXxaMPLe.- 


‘Ss taccato. as a 
siqisiseren LOE ANS Sa, FPF ea) a, SSE ee a ST 7 Gina | 
; 7 a a ae oe =m So Sa et onal er Le | 
es played . St a a a SAT Ae SRST | 


az aE «eer 


e ion Daas 


iets notes, for the right hand, thus marked 3 : are generally 


— played with the, first finger, the f yale part of ec will sby its backward. pressure, suc_ 
ces cessively Miieok the Vibration of the string an after it has been struck. 


~ Staccato passagres with the left hap. are also performed as Sons. dha ftee: 


‘The. a" Perald, implies a manner oe performance mia is generally designated By a’ 


ce 
Curve drawn over the notes, thus; et by which the performer Is to. 


understand, that the notes it includes are to be played in a smooth and gliding’ manner,and 


with an equality of vibration, 


EXAMPLE. 


Appendix. Class, 3. (Bochsa.) 


LO 


Before quitting the subject of vibration, it is well to seer anal the endeavouring: . to 
check the viheation of a chord, by the left hand, before aahew chord. is struck different in 
harmony Hi the way to effect which, is, the gently though not immediately ee ae Sons 
EKtouffes ) damping’ the previous chord. This is of great importance, inasmuch as. it will 
eo the producing a dissonance of effect, which cannot be too carefully avoided, espe- 


cially in slow: movements, or in modulating’. 


A. 7 CG a 

| Ogee | A olen OE dit: cele ties Giger 

Adagio. Aaa P aaa: ge ig agua 
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The same rule 


applies to the fol. 


iE lowing Example. 


* Especially in passages which lay in the lower part of the Instrument . 
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~ By what has already been. ae especially in explaining the last Rule, the Pupil is pre- 
pared to receive the necessary observations. on the subject of accent, or emphasis, so indispen- 
sable to the higher order of performance, as constituting both its grace, and its eloquence . 

This accent, or emphasis, is, i ; fact, that which gives life to expression; Is the medium 
by which the performer ¢onveys his feelings, renders sound the language of his senti- 
ments, and realises the Anima di musica . 7 
As a Melody consists of different phrases, so phrases have their variously accented por. 
tions; and it. te by the different degrees of Pzano and Forte, the delicacy or force, 
with which these portions are given, that the composition is, as it were, made to speak, 
amet its effect fully brought out . 

The chief or principal places on which the accent falls, (especially in the old Miss). 
are, in common _- time, the commencement, and the middle of the bar. 


(Handel.) 


ExaMPLe. 


When the series of notes moves in Fours, the accent is generally 
on the first of each _ Four. 


acc. 


ina ae 
: a Sa ee ee eS TH 
ExaMP Le. = ————— as 


— 


When in Szves, on the first of each Six. 


EXamMPLeE. 


ee 
on 


Exampie. 


The above accents, being intended to mark the measures, or proper divisions of 
the’ bar, are to ‘be. regarded in that light by the performer, rather than as calling 


‘for any strong’, or particular emphasis . 
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In Modern Music, the accents! are more varied and complex, appHy he directly to 
the style and expression, and falling indifferently upon any parts of the bar. 

These different accents, or emphasis are designated by various signs, placed 
over, or under the. particular notes, or portions of phrases, designed to be affected; 
and they operate on those particular notes just as the expressions which have before 
been explained, operate on the whole movement to which they are prefixed; or on the. 


passagres, or entire phrases, to which they occasionally apply. 


EXAMPLES. 


aR | oT ame Ny 
= Dam || | tide 
A MP. 
S| jee 


Ta o——re 


In syncopated passagres, the 
accent is always on the syncopated notes. 


The most usual marks for designating: irregular or eccentric Accents, or » Emphasis 


-are the following : 


rf. (Rinforzando.) P- PP. PPP: _Smorz. (Smorzando. a ee 
sfc tspartagey ee Me anf. ft. “aff, +] Pers: trerdendlest:c a I 
ee Cres: (Stands) or == Mor. (Morendo.) ele eel | 
is me Decres. (Decrescendo).or —————._ ||_ Sotto voce. | * 
+ SP 2 a ges Dim. (pinnaceade) | Mezza voce. — eee = 
*: forz. or fe. (Forzando.) Cal. (calando.) | 


Multiplied as are ‘tliese signs of expression, by Modern Composers, still mach is often 
left to the performer, whose own taste and judgment will be his best guides.. | 


ON THE FINGERING BEST CALCULATED TO ENSURE A PROPER AND EFFECTIVE ACCENT. 


“Since (on the Harp.) Expression, greatly depends on the mode of fingering’, the Au_ 
thor. cannot be too particular in his directions on that head. In the course of his pro- 
giress, ‘the Pupil must ‘have remarked, that the Sliding of the thumb, for “producing: a 
forcible aad. effective expression, has been repeatedly vocommetilede ® 

As this action of the thumb, is peculiar to the School of the Author, as well as of. 
that of’ the celebrated Madame Krumpholtz, and that of the ‘verycemtinent Viscount de. 


Marin, it is the more necessary to dwell upon its advantages . 


~*~ 


* The Pupil will keep in mind, that the above and following remarks apply to the thumb of the right hand. 
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The yertical position of the thumb enables it to strike:the ‘string’ with its fleshy 
part, and to slide from one string to another with more smeothvess and facility than 
any other finger, and also without producing: the least jarring: effect, while it gives 
a more emphatic and legato style to the passage than canbe attained by any other means. 
Here follows several -passagres of taste and expression in which this use of the thumb 
is depshsabls to the effect required: and they are given with different f fingering, that 
the Pupil, by trying: both methods, may cenvince himself of the awkwardness and inef. 


ficacy of the one, and the great superiority of the other. 


EXAMPLARY EXERCISES. 
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Besides losing” the accent, by not sliding the thumb, in the second, fourth, and fifth 
‘Exercises, when the first finger strikes the note which the thumb ought to strike; its 
nail is brought ‘into contact with the: string it has just quitted, and produces a jarring atte. 
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The above Exercises have shown the Pupil, that it is only by this. mode of using the 
thumb, that. expression and pathos can be produced: and that without at the performance 
will, in many respects, be cold, stiff, and ineffective. If the Author’s compositions have 
been received with indulgent favor and Pye and his Pupils been highly success | 


ful in their public exertions) Hee in erreat part, ‘owes it to the universal adoption of this 


rule, and those given on the subject of vzdration. 
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To resume; — The Pupil when, in expressive movements, he:finds two notes of con. 
~ tig uous’ degrees, (followed by one or more descending: notes, the first of which is em. 
. phasised,) will always: strike such, Hotes with the thumb, pressing’ the first: with particular, 


force -\ In NEY. slow movements, this rule will apply as well to ‘hree contiguous notes, as to (wor 


1 


“The Pupil will always be panei to arrange his fingering’ yee to the foun’ or nature 
of the phrases, in order to enable himself to avoid destroying their unity, by any ill placed 
change of the hand; and to secure the power of giving’ them the right acceat or emphasis 


and the truest effect. For this purpose, his earnest attention is called to the following: rules. 


* 


The Saree *, regarded as a point in execution, may be considered as of the greatest use, since with- 
out it, passages cannot be performed with the same degree of equality and neatness . 
By sliding the thumb from one string to another, in descending passages, and the third finger, in ascending 


passages, a finger is always gained; which advantage, sometimes, will save a change of the hand; as shown by. the — 


following: Examples, eS Sei aE oe a i ee Alley x : 
re : 321 4 Fe] XX 19 33-21 es le e. sr 1e32 1 
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Some performers think, Sarg 6, Zor 8 ——— played, without sliding the thumb, or the third fin- 
er. -_ But, for 6,7, or 8 notes, the fingers have 
sufficient time for an effectual change of Gente! without any abetept “motion; while for five only, in ascen- 
ding, the first finger, or even ‘the second, after having played: their respective motes have no time to pass under 
the thumb, in order to play the fifth note, without a great and awkward motion, and a breach of equality... 
The same deficiency is.to be remarked, when in descending, the thumb passes over the fingers; which will be 


avoided by the sl¢ding’. 
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Nofe. The shding of the thumb is often marked in music, by a little slur over the two notes, thus, 
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The natural structure of the hand giving less and less power to the fingers as they re_ 
cde from the thumb (that is the second finger being: less strong than the first, and the third ~ 
less strong than the second) and also the contracted position of the hand on the Harp, griving: 
2 flexion to the fingers which still increases this progressive weakness, it is’ not possible that . 
any practice should give the power of producing an equal effect with every f inger. It will 

_ therefore be hhecessary that,in consecutive descending passagres;the Pupil should,as often as 

, possible, give the accented or leading’ notes with the thumb as*in the following: Examplary | Ex. 


ercises.. 


eae eee salir ze 
Wrong’ fingering: lene 


Besides that this latter mode of fingering unavoidably weakens ey accent, andthe regular 
form of the passage, it involves the fault of striking the same. note, twiée. successively - with the. 
same finger; a practice always _ obstructive of a free ‘and rapid execution, because the fin. 
ger having been bent in striking the string the first time, it has to. recover itself be 

- fore it cari be ‘prepared | to strike it again; while the thutnglis or _another finger, eens 


unbent, is ready for the purpose.* —__ ag NB gs age 
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The above and following Exercises; may be practiced one octave lower, by the Left 


hand only, or by both hands . 


* Sometimes , however, in et to avoid the breaking’ or dividing: a phrase, it may. be proper to strike two notes 
with the same fingrer. Examples of this propriety whl be given hereafter, (Appendix Class 3.! Bochsa’ 


In consecutive ascending passagres of intervals of seconds, of thirds, orof fourths, and 
ia triplet passages, the accentuated notes must be given with the first,or second, fingers, 
as follows: ; 
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~The fingering recommended in ‘the above Examplatry Exercises, are so natural and 
‘effective both for the’ right accent md emphasis, that it has been adapted by all the great 
_ Masters on the Piano, in their books of instructions especially UM Clement?, Stezbelt, and 
Cramer, even though, on their Instrument, a fi ingering including “the use of the ‘third 
fi inger, would be less 2k ge than on- “the: Hen.” et 


fe 
‘ FF 


i = vis se <3 
oe = .~siee 3 s Fy 


« * It is, however, to be understood, notwithstanding what the Author has said respecting’ the not giving accented 


notes with the third fi ‘inger, when it cap be avoided, that he only meant, that the use of it is not to be abused; and 
that the Pupil, BY, dint of practice, miftist, endeavour to render the third finger as strong as it is capable of becoming. 
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ait hough, the exclusive employment of the thas and. stronger, fingers has been recommended, 
as » preferable for: the accented ° notes of consecutive passages, or intervals of seconds, ‘thirds, or 
fourths, or in triplets, there will be cases, in which the third finger must be used, to save the 


necessity of changing the position of the hand too atten: and to prevent the breaking: of the pas_ 


sages. These are, Fst, When the range of passages, or intervals of seconds,thirds,or fourths, 


‘donot extend, i in ascending, or ode aang the pone ofa a fifth, (see the following: Exam. 
ples 1 L, a 3, 4, 5,)Secondly,When, after: two. ascending’ notes, notes, e next: two also ascend; or after 
three’ “ascending notes, there is a ais oe an er vice versa (see Examples 6, 7, 8, 9, 
“10, IL, 12, 13, &.14,) and Thirdly,When the passages: comprehend. the intervals of. ‘sixths, Se. 
- venths, eighths, or any greater distance, (see the remaining: Examples) . : 
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Before - quitting’. the remark on the proper _ “use of the third fi inger; fg ‘is necessary ats 
: observe, that” in “rapidly. executing: successive and contiguous: thirds, and. other intervals, 
whether-ascending or descending’, some performers employ the fingering as tlius marked * 


Hi. 3 

Lk XT Xo Ke XX SEI 1 x Gj xe ¢ 
‘ er ee a = } 3. eae Ls a % 
2a & ; ‘ e y sal ate oe : : sli it Se mee tee nN 
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which is ate stiff.and cramped o on acon ANS re the? third om Sivets Fine 
gers, while the selOna and the thumb are in action, in the two first Examples, and in thie 
third, the intervals taken by the third and first fingers. are so ‘great, as to be scarcely 
practicable by a female hand.-In _ascending: in thirds, the. Author, would greatly preter the | 
employment | of the first finger and the thumb, and i in ‘ascending’ in sixths the second and ‘the 


thumb, 


E Bat after ant he must observe, without dep: re eluting the Harp, 


(for every Instrument bas its own peculiar character and powers) ) thatein rapid ne erformaiee, as. 
cending: and» contig-tious thirds, fourths, and fifths, are not well adapted: to this instr ume nt” and 


that even performers who pretend that by the first mode of fingering: they can play them quick. 


er, say that which is far from being the truth. Appendix lige ae oneenees 
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In descending, the following epee 
duces a brilliant effect. 
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Cases in which the third finger can be employed in quick passages. 
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The hand must be)raised after eac quaver., / 


Tt i is here, (on account of not disjointing: the phrases, or portions cf phrases) important to re- 
mind the Pupil of what has been directedinthe rules on fi ingering,, at ihe 


e beginning: of. the second 
Bel ae of this work; that is, “To avoid as much as possible, the change of position? 


“In passing” from a short note to a long’ one, but to let: it take place, in ene Brot a long” 
“note to a short one, or from one long: note to another.” 


By attending” to this. rule, the Pupil will be enabled to preserve a union in the phrases;a point m5 
of much importance, since the breaking ef them always destroys the effect; and,in music, is 
as anomalous, as In sade it would he to divide. a sentence. 
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When passagres. like the following occur, the accent being: on the first of 


the two de oa eats and. the a of he ‘phrases being: aways after the quarer, — 
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somewhat raised after each quaver; that is, it must quit the string immediately after it 


has been struck, not preparing. as 's usual, for the next note, (which isa’ semiquayer ), 
, p s > » q J 


by whick more lightness, and vivacity, and a truer accent will be obtained . 
* « ; “y / 
‘The fo ane ve assages Will be! treated in the: samemanner. ~ 5) #5" 


Allegro, 


con fuoco. 


J. 
If a were © written ie” ee gars 


pe eS ‘ ae 


The same finger In rapid performance, (part: ctlarly the thum ih, ons the third fi inger), can | 
‘stile two successive notes, on the same degree, or otherwise, if, the first: note be of a bs longer 
value than the ‘second. The f folle W ing” » Eximplary, Exercises are pitusirape of this rule. 
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GRACHS sayy EMBELLISHMENTS, 
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These powerfu! enmlinries are of great importance to a finished style of performance ; and 
wher judisciously introduced, add a considerable charm to the composition , ee : 

In modern Music, many composers write the Graces and ,Embeilishments with which they 
wish their pieces io be ornamented; by which they -leave little or nothing’ to be done by the per- 
former, and only iook to his taste, to properly and efficiently execute what they themselves 
have given, But when the Composer presents his Melodies in 2 simples unadorned style, it 
behoves the Pupil to study the nature and character of’ the Composition, that he may the 
better know how to supply the omitted ornaments, and to impart that variety and effect pro. 
per to the Music.*. | 


1 


= = BE avis) 


* There is a fault, and. « very great one, which _ Harp. Pupils though properly instructed from the first, almost 


always fallinto; that of not making any differenee between the value of Grace notes, in quick and in slow movements, 
they constantly olay the] 


® 


atter too quick; which Cestroys entirely the expression. Here follows a Table exhibiting as 


far as possible the right way of playing them. be a \. 
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. It is chief ly in slow movements that they can’ be introduced: and no rales can be laid 
down ae them, but what must entirely depend on the fancy and judgment of the per: 

former All the advice the Author ¢an give is,That the added graces should neither 

be of such a nature, nor so abundant, as to overwhelm the Melody which it is their 

proper purpose to decorate: and that, in pieces. where the strains are ‘repeated, the in 

troduction of these ornaments, should be reserved for the repetition . KZ 

There are embellishments called Cadenzas, generally consisting” of brilliant pas- 
sages, and which are often introduced after a pause, in the middle of ‘a movement, 
and which serve, as returns to the principal Theme, or lead to a new subject, (See. 
Adagio Sostenuto, Page 57 and 58 of this. Book. | 

Cadenzas are also often used, to heighten the effect of closes of movements; espe- 
cially, when those movements are slow, (See page 59 and 60. 

This kind of embellishmest being’ introduced to display the talents and powers of 
the performer, demands, when not written by the Composer, c:asiderable knowledge of 
Harmony, as well as the possession of taste end execution, because it ought to Modulate 
into Various Keys, and include evolutions founded on Science, and a general acquaintance 
with effect, both harmonic and melodial . | 


ON Yeok dak es NG eo THRER, FOURS Je Mebieae® PARTS. 


Often AGhe wished Pi:.uo - forte epee to aici their Science, enrich their 
Compositions, and, as. it were, extend the province of their Instrument, give. three or more 
parts to the same hand. The Acthor’ cf this work, has always been anxious to adopt a 
sunilar style, (a specimen of which has been griven in No. 6 of the Essays), though 
much more difficult of execution on the Harp. than on the Piano-forte; and extremely apt to per- 
plex the performer, on account of the different values of the notes,of which the several parts consist. 


when the word Sempli 2ee, is prefixed ta a movement, it implies, that it is to be porfirised in a piain and unor. 
namented. style; and when a Melody. or T:xema, is followed by Varia: ions, it should be ae with out any embellishment what- 
ever. _ — 


Lento (IRISH MELODY. ) 
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Andante. — ae ae 


Exampcte 1. 


» aaa 
In four parts. 


__ If the above Example od), 
were played in Quartett by Il 
four different instruments, 


the effect would be this. 2%! 


In the execution of Music of this description, it is almost impossible to abide by the 
strict rules of good fingering’, as frequently, several successive notes, must be taken by the 


same finger, and considerable licence used in directing: the motion of the hand. 


: . ; SG yg 
. "20 e ; 
_ Adag Sostenuto oe Ro ge Sey 
Be ? i S Se Pe Ee i fa Se a ea Se 
aa T_T ET > SE A — a en _ee_ BD eee “Ge yee 
3 5 eee of eo if). = oH mtaeed 
ara = 3 raearurasions 2; ; eee 
Ex.2 — = . —_ . 
; as 1 x: ] he eee 
es . _—- = ~ =a 7 — | 
Sone ER eR . a Oi i = ey  - 2 | rime! 7 Ea 
hi we 
XS 
fo ee 
[ty —_a — ———_ 
be GN ,ESEOEE Ce. aS, S 
eet 


One important point here to be observed,is that of being’. careful, to give to every 
note its due length of Vibration, as explained in pages 15 and 6 of this Book. 
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The last Ex, to~ 
he played thus. 
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DEVIATIONS FROM TIME, 5 
OCCASIONALLY PERMITTED IN MOVEMENTS OR PASSAGES OF EXPRESSION. 


As any piece, if played throughout, in one unvaried time, would be extremely monotonous 
in ‘its effect, it is allowable to diversify it by certain digtressions from its stated measure. 

It will sometimes happen that a phrase, or portion of a phrase; to make its due i impression, 
will require to be performed. somewhat slower. To effect this, Composers often place-- above, 
or under such passagres, the words Rallentando, A poco piu lento, or Ritardando, At other _. 
times, the phrases, or portions of phrases, will be accelerated, the announcement - of which 
willbe given by the words Agztato, Accelerando, Pix mosso, Animato, or A poco piu pres_ .. 
to, or Stretta,(The words A Tempo or 19 Tempo, following’ the above designation, will. ap- 
prize the performer, that he is to return to the original time) . 


It being very difficult, and even impossible, to give in perfection, the real meaning of 
the above expressions, without due feeling, and possessing the Soul of Music; the . Author 
has but one remark to make on this part of his subject: — When the Pupil devi- 
ates from the regular time to a slower, in order to give more expression to a passage, the 
slackening of the time must be in proportion to, or in concordance with,the time itself; 
that is, if the time be Allegro, the Ritardando, will not be so slow, as if the time were 
Andante, or Lento; on the contrary, when the Pupil would effect an Accelerando, or An 
mato, the quickened_ time, must be proportioned to the measure departed from . 

"Another mode for giving expression to a phrase or passag‘e, is that of playing in a 
saiiewharr slackened time; (or Ritardando), with the right hand, when the left, continues - 
. the former time; which is practiced by all the best Piano- forte performers, and which when 
Raunt” introduced, i is of very great effect, though too frequently resorted to, will dege_. 
nerate into affectation. The Author, has here attempted as far as mere notes would enable 
him, ap sive some _ hints segerding that sort of R¢tardando, with the right hand . 
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When, in Cantadiles, or Slow, Expressive Movements, there is.in some parts of the 
_bars, a great quantity of notes, as Embellishments, the regular time in playing: them. may 
‘be somewhat slackened, in order to give t them the more expression: Sometimes the words 


ad libitum, or A piacere, are placed under or, over those notes, as below. 
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OW” TRAYS POS i TION. 


To Transpose is to write, or perform, a piece in a key different 


from that in which it was originally composed . 


Origt nal Key. 


_Transposed, into 
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The power to do this, is particularly convenient, when the Harp performer has to ac- 
company the voice, or another Instrument, and the pitch of that voice, or Instrument is | 
a tone or semitone lower, or higher, than his own. It is also very useful, when the per - 

_ former wishes to set for the ‘Harp, any” Composition originally designed for another In - 
struiment, and. therefore, perhaps, not accommodated in its primitive key ‘to the Harp.This 
however, cannot. well be effected, without a knowledge of the powers of all the different 
Clefs; which characters, by giving to the notes a different station in the great Seale: 
of sounds, afford at once the, transposition required: because the Clef being properly 


chang‘ed, the Pupil, to perform in the Moat key, has only to read the notes according 
to the Clef he has adopted . 


The above Melody in Five different Keys. 


In Bb major. inate 


The G, or | 
Treble Clef. 
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Ow” EMWHARMONIC CHANGES. 


.An Enharmonic Change is that by which the same note takes a different: 
denomination; as when the note C flat, is continued under the name of B natural, — 


or G flat, under that of F sharp. 


*  —EXxamMPpLtes. 


By their’ singular character, the Enharmonic Changes produce Modulations, 


which afford great variety in a Composition. 


ENHARMONIC MODULATION. 
In Cb major. 
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Moderato. 
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* 


To facilitate the action of the pedals, in the performance of accidental Flats 


and Sharps, the Enharmonic change, though not written, is often to be employed; 
for Example, in playing the following’ passag'e, 


: x ee 


it will be easier to take F#, instead of: Gb, as the foot can press down the F# Pedal, 
and let it up again, with less motion than it can bring: the Gb Pedal, in and. out. 
of the notch. : 


The followingy Examples are illustrative of this operation . 
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When two pedals are wanted at once with the same foot,and the rapidity of the performance 


will not allow time to prepare them in succession, as in the annexed Examples, the A}, and 
F#, being’ played immediatly after the Ab and 4, and the Dt, and Bd, immediately after the 
Db, and Bb, the right foot must be placed at,or on,the two pedals Ab,and F4;the performer 


not objecting to unavoidably pressing: down the G, Pedal at the same time, as the G is not wan- 
' ted. The same > rule will hold for the D4; and Bt 
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When a note is f ea or sharp in one hand, and the same note remains natural in the other, 
the enharmonic change must take place, as shown in the following examples. 


Ex.6. (pb) (Gb) 
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The ten Sketches, or Essay’s,in various Styles, now presented to the Pupil, are intended as 
illustrations of the whole of what has been said, in this and the former Books 


The Author has consequently endeavoured to give them both importance, and utility, by rai- 

= their Character to that of Expressive and’ Emphatic ‘Compositions that while they tend 
give a finish to the power of the fingers, they may improve the taste, and. accent of 

‘the practitioner and by exciting his best energies as a painter of the passions; qualifying him to 


impregnate his performance. with the most impressive effect, and, in a word, to and into his: 
expression | the true. Anima di Musica. 


———— 


a 


* The pana having now arrived «at an advanced stage of proficiency, the Author, in the Essays; has fingered only the 


most principal passages: but if he should in any respect feel embarrassed, he will derive great assistance from consu! 
tng, the Harp Dictionary, or Universal Director, by the same Author, Published by Messr. Goulding : and 
yendix Class 3. (Bochsa.) 


(Pamoe en *F 


¢ 


F 


